
ALBERT SPALDING'S "SUITE IN C" TAKES ITS RHYTHM FROM THE FOX TROT
.Interpretation" is a word that haa

been altogether too much emphasized
Ln musical talk and writing, ln the
opinion of Albert Spalding, ao oa-

pressed in a recent interview with a

Trihono reportor. Bnlliancy ot per¬
formance is dilated on in conversation
»nd in articles by miewers, according
to him, far more than it deservta to ba,
with the result that appreciation of the
mnsic presented is lost. People, ho
.finds, have got in the habit of listening
to the player rather than to what ha
plays. They think of how he does it
and forget about the piece itself.
"The interpr'Vt's idra.*," he de¬

clared, "must always be subordinate to
the composer's. Hia highest function
is to reproduee what thc COaiyoaOTUUfU,
Take, for example, a performance of
the Bach 'aJhacnnnc or of any of the

great violin concertos. The important
consideration is not what this or that
ai'ir-t does with the work; it is how
this or that phaso of tho writer's
thought la realizcd."
"What of violin technii*uo?" was

oahed. "Is it dev. 'roping at all ln our

times? Is it changing under thc In¬
fluence of the modern composer?"
"Technique?" ho queried in return.

"Why, my candid opinion about that i$
that it is just the same to-day as it
waa 200 years ago. I can hardly bo«

whero essential innovation has come

Into Tiolin playing since the aix
aonataa of Bach were written. Who-
cver can play those works ia fully

ALBsUff SPAL1HNG.

eqnipped to rjndertako any modern
piece. I can think of only one man

who has added anything to tho scope

of violin ewcution ln the last 100
.eara, and that is Paganini."

In explanation, Mr. Spaldmg referred
to Paganim's achievcmenta in develop-
ing the higher positions for the left

hand "But the fact remains," he com-

mented. "that a player, in order to per-
form the music of Bach with correct
Intonation, must hava a techntque that

will take him over the whole finger-
board. To illustrate my point from an

example of modern violin writing, take
the unaccompanied sonata in A minor

of Reger. This is composed in a freer
ityle than anything of Bach s, and yet
it is not more difl'ieult than a piece of
Bach music to play."
The violinist admitted, however, that

Reger, if not harder to play than Bach,
is vastly harder to memon_e. tor

Reger," he explained, "wntes on in-

ordinate number of notes. Once *****-
body asked me if I had another long
Reger piece in my repertorv besides
this one. I replied that I had not. and
that I could not imagme a player who

would aadergO thc labor of committing
two long Keger works to memory. I re¬

gard modern inusie." he a.i.led, "as going
in the wrong direction when it runs to

complicatci paaaagework aad elaborate
development of themes. Ihe beauty of
tone of tho violin reata on the quaJity
of sound caused by its ov« rtones. As

soon as you go into complexities you
lose this essential beauty. Bach al¬

ways has a frebh sound because ne

never multiplies his notes to excess

and consequently never destroys nia

"A characteristie of a Bach melody
is that it gives the impres.ion of ita
own hiirmonic support when heard. It

i8 self-austaining. It is mu.ica'ly ._!-
ticient without accompa_ying parts.

Bach's melodies are like the outlirte*
of Da Vinci and Botticelli drawmga.
They contain the idea and structuret
of the whole work. Botticelli's akatch
for one of his Medlci portrait-i makea
you feel the presence of the subject"
At the request of the interviewer Mr.

gpalding discussed one of his own cooj.
positiona for violin, the suite in C, and
in particular the third movement. the
Vivace. "This movement," he said, "is
the rhythm of the fox trot daree,
which, though very eluttive, is clear.
My idea of applying tho fox trot to
aerious composition is new, but it is
the kind of thing composers have al¬
ways done. . Some of the syncopated
rhythms of our modern Ameriean
dances are complcx and fascinating,
though they are treated in an un-

imaginative and inarti.tic way in the
music of dance halls and resta'iranu.
They are a great source for a writer of
concert music to draw from. **h. y r*p-
resent a tremendous popular intereal n
new rhythmic forms. Rhythm
ous music has progressed but llightly
in recent times. Thc great name*. in
composition of late have been asio-
ciated with progress rn harmony. I .->

rhythms ot* lliiydn, Mo/art and Schubert
are more complicated than thaaa of
W'agner, Strauss and Debussy. Tha re-

entry of rhythm as a factor in champer
music and symphonie music wil!
portant especially, I bclie\->, in the
work of Ameriean composers. Tiie f x*
trot rhythm is purely an Americm in¬
vention. lt is of the soil, just as the
tunes of Foster were. Its internv.ttcnt
ayncopation lends itself to humorous
treatment, and 1 have writt.n the third
movement of my suite as a sekeraa,
The rhythm of tho fox trut haa tho
breath of America in it."

ARE THERE SHORT CUTS TO ACQUIRING VIOLIN TECHNIQUE?
By VICTOR KUZDO.

Firtt Au&oriacta Exponent in Am«rlcfl
of the Syfltem of Leopolct Auer.

For the solution of liffl'fl tasks and

problcms wa conaUntly seck short cuta.

It seems to be an Bfl.Ct.0B, bordering
on mania, to try tfl Bnd the quickvest
possible way of aecomplishing things.
Thia la essentially tTBfl of the peoplo
of lhe United States. Life ia too short,

they argue, to Baaaa time in deUiled
and prolongcd flffaitB. Why not try to

find a short cut?
There are many puisuits in ¦» 'n

whieh short cuts may be used to ad-

taataga, l** us n«'w . if 8ny BUch

"rovul road" exists for thc violin stu¬

dent; and, if afl, la >t bflflt to follow lt,

The technic of violin playing la

founded MaadluiYfllp Ofl DBffll (also
hand and arm) gymnn itiflfl. It is all a

quffltiflfl of muacuUr .k-velop.Ticnt,
therefore we hav- tfl gfl through a

me at manual tralnlag, flrith violin

im 1 bow in hand, JBfll fll the phy-ical
eulturo atadaat go*tt through hia
course with dumi>'"<-!ls or Imliar. clubs.
ln all ntaflCalflr drill the regularity of
daily exercise is of thfl utmost impor¬
tance. lt is u«t so much the question
of how much tiflflfl y>u give to it, but

The Joseffy Method.
By ROSE WOLF.

Atsiatant to the late Rafael Joaeffy.
Ai it has been my privilege to teach

f;ftcen years under the lat* Rafael
Joseffy, I know his methods as perhnps
no one else. Those who wen- fortunate

ruough to hcur him in his time will
rememher that his playing meant all
that is beautiful and poi-tic in music.
Mere. and more did he believe in a

eonplfltfl system <>f technical educa-

t:un, in the ao.uisition of the manual
¦Ull whieh piano plsyiag BflCflflaltatfla,
BBd ir.sist.ed on a litting preparatot7
traiaiag and a course of instructioo

with ¦ view to mtia-ical aa

v i as technical development. Fur hc

1 tld that the student naturally looks
to the tflaehflf to supply him with the

knowledge of thfl priaciplflfl and prac¬
tice of hi.s choscn uit, knowing that on

tha flcqaiflitioB of thia knov.h-dgo his
individual BflBBBMI will grcatly depend.

Bfl tauicht the various kinds of finger,
arriat and arm action and many dirTer-
ent moilcs flf Bngcring iti flfd< * ta bring
out the inanifold ton;il effects possible
only at the piano. Fingering was his

ipfleial afla*t Bfl wouid sometimes
fltnBM himself by changing thc fing'-r-
ing of n piece in such a way as to make
it sound like nn cn'irely different com*

po itioB. Untiring wer* his efforts to

impart to his pupils the techninue of
¦ b.-autiful singmg lagfltO, of artistic
pedaUiag and of shading. Rhythrn,
tempe, aeeaat aml r.l: rr. .:.-.- wen items
included in the tflchfliqai course, and
the ideal looked for Wfll thfl skill to
flpply all these tflchflieal principlfla to
the pluying in BO Afliahfld a rnanner as
tfl loao sitfht of thflfll flltflflMtbfll and
think only of the inlcllcct ual ar il emo-
t.oiial in ruu.-jic. Thfl rnore thoroughly
one has mastcred techniquc tha more
coiiipleU-ly cau one forget it whiie
playing.

bow regular you are and where your
mind is during thc work. You must
oct attentively and intelligently. lf
the violin teacher undemtands his busi¬
ness, his first effort will be directed
toward giving strength and endurance
to the fingers.

It is impos.ible to gain velocity with
weak fingers. Faithfu'.ly and pationtly
you must carry out the instructions of
your master. Don't be anxious to ad¬
vance by leaps at the expense of thoi-
oughness. You cannot gain and hold
your ground by the "hurry up" system.
Take a lesson from the fahled tortoise
and bo satisfied with the sure and
atcady progres.. that will bc your re-

ward. Spasmodic work (too much one

day and too little or none at all an¬

other da;. J ipelli diaaater to tho violin
student. Care BUat Hc takl n not to tire
the tingers to sueh an exUnt that they

.feel numb and refu3e to act. There
have been instances where students,
through disregard of nature's warning,
have suffered tcmporary- even perma-
nentr- paralysis of the finger and wrist
muscles. It ia therefore advisable to

do your finger exercises at the end of
your practice. Under these eondition,
you will never strain your muscles, be¬
cause you will not be tempted to use

your fatigued fingers when time is up.
It is also a good idea to do some of
your finger exercises upon your violin
without the bow (for which your
noighbors will be grateful) and two or

three times a day, between your prac¬
tice hours, just for a few minutes, of
course. All great masters of the violin
were hand workers; and none of them
advoeated "short cuts" in developing
teehnic, their own experience having
taiiL'ht them the folly of it.
When deciding to study this instru-

ment don't be deluded into the belief
that wonders can be accompli.hed in a

very short time. Rogardless of your
gifta, it is only by patient and persist-

The Secret of Leopold Auer's Success.
By ALEXANDER BLOCH.

When Ulaeha Elman made his sen-

ational debut some years ago attention
was at once directed to his teacher,
and soon the name of Leopcld Auer
became famous throughout the world.
Before that, though prominent in

Europe, and particularly in Russia,
Professor Auer was little known in

America. Later, v. hen other great art-

ists appeared, popila of the same mas¬

ter, lt became erideat that a man who

could at'ain sueh results must bc a

great teacher, and tho pilgrimage of
violin students to Petrograd began.
There huve been variou3 thcories to

account for the success of Leopold
Auer. Many conelude.1 there must be
some new Diethod a short cut to tech-
nique--that was the open aeaamc to

fame. But this is not tnic. Profeasor
Auer has writteii no method whatever;
in fact, he la inelined to regard all
methods as pretty ni'ieh ulike, an.l
often al'.ows his pupils to choose their
own teehaieal itudies. Thus the ma¬

terial he BOOa is at the disposal of
every teacher. Natnrally he iaaial oa
certain tei ai eai pi in< iplea the derel-
opment of strong fingera, absolute in-
tonation, relaxation at how arm, etc).
Theae pfinciph i, however, though or
the utmo-t importance and requisite to

good viol.n playing, are no secret, hut
are also UUght bl Other*. Therefore,
it is to none of theae things that l'i"-
fesoor Auer owe- hii IBCMaa as a

teacher, but to a much doopor ind _i:h-
tler cause. The real source of his
greataaaa is Ma pereonality.
When I Studied arith him in Petro¬

grad I had the privilegc of attending
his classes at tba Imperial Coi lOfra*
tory, am! each laaaaa a*aa a fr< sh rave-
lation of the force of this personality.
It awakeaed thc Mtbetic icnsibilitiei
and tl-.e faeulty of self-criticiam.

'Itns wa- the whole trelid and pur-
pose of hia teaching. In a hundred
and one wayi he made his ideaa
graphic, sometioii l hy an amusing an-

ecdote, which waa «:'tc.n so apropos
that it became clas.i tradition; again
by earicaturc, exaggerating or ridteul*
ing a fault Thi ". though not
as alaaaant for the pupil as for the
andience, waa alwaya erfectiva, More
often, by aboor foree ot taaperament,
he would aruuse the pupil- entotiona
to nnknown hoighl;. Bach eonapoai*
tion was made to live, every mood waa

Oitalixed, thc laagUOr and coquctry of
a Bpaaiah dance, tho daiattaaea of a

minuet, the»dramatic moment of a cli¬
max, the mystery of a piamssimn. At
auch times both pupil and audienco

would catch aomethiag of the artist's
spirit and feel eapable of b'g things.

It must not be supposed for a mo¬
ment that ln striviag for this Idoal*
i.-m Professor Auer overlooks techt.i-
cal shortcomir.g^. On the contrary. he
demands greater perfection than thosd
who make techniqoe their sole object,
and he dfagaoaea a technicnl trouble
with uncanny surene-s. Technique,
however, is atadiod not for its own
aake, bat rather in rel.tion to expres-
Kion. He inpreaaea hia pupila with the
idea that :ii playing all material things
should be elinunated. There should
be no elfort appannt; no evidence of
violin-niechanism; no sounds of bow
strings, rosin or fingers.just pure
tone.music. Necdleaa to say, sueh an
Ideal can onlv be Bpproachad by a fin¬
ished artist. hut in striving to expre>s
himself with thia teaae of perfection
in mind the pupil perforce acquire*
technique.

In tcachinr- Professor Auer always
allowa the greateat poaaible scope to
individuality. He teldon marks or

ehange* a Sageriag unless _>sthoticrea-
aoaa aaaka '*- adviaabl*. ln questions
of iaterprotationa, too, he is most tol-
erant. The totueption may he ever so

different from his own, provided it is
eonvineiag and does not violate. the
principles of good taste.
ThOM oi us who are pnvileged to

know Professor Auer p.rsonally will
aever forgot bia kindlineaa, his interest
in bia pupils asi.le from professional
relationa, his oagradging praiae where
praiae is merited. Hc la Lodood a mas¬

ter, | gn it artiat and, perhaps best of
all, a ¦Tncere fr.end.
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ent effort that you NBflh tbe .1.
Bolfon tflid: **6«BiBa ia patli

OLD VIOLINS AS "ARTISTIC
ANTIQUES."

By ERNEST NL DOR1NG, JR.,
of John Friedrich 6c Bro.

The reeent sali- in this HBIlllJ of a

collection of rare old vioiins l-
over by a Wfltl known Kuropean d'-a.-r.

brings forciiily to mind the fa.
since old vioiins of over one h .

years date have been flllflWfld tn
through thfl Cnfltflfll BflBflfl as "..

antiquities," business for An
violin dealt I waning.

It is true that the fortner M *>.

duty flflflfl ! flfl o.d v:u!;ri WflJ a

hflrdflhipi but eotuidflring tha faci
it praetieally eiiminate.l fflCfllgfl
petition, it waa prflffliahlfl to ¦.

our paarket to the ineursion of
pflflB dflfllflfB.
A NBflOBahlfl duty plflflfld on flld rifl*

lins, wh.ch, baiag brought arei
for paipOBfl flf lalfl, ihOBld h 71 r-:

under thfl haad of "artistic a-

tn-a," would soon danip the ar-. t
tho foreign dealera.

WHY NOT CHEAPER
VIOLINS?

H> FKANK M. ASHLKY.
Vioiins have not been ma'. rt p

changed in form or method e:

struction for 400 years. They st

new from f5 to $500 each. Tl
made entirely of wood and wuigh tbt ¦'

one pound each. Why this gflflBl
ence in cost? An old violin ni7ii. h
Stradivari or Guarnerius cost $.*..
$15,000 or more. Why this great
ence ia price?

In naaking ¦ violin a hflard
¦jflfljrtfl*** flf an inch thick ifl cut
outline foiin of a riolifl, th
or roatad out to gi i thflpropei
Why all this routing tfl get thfl
BTflhiBg v*.hen the pi.i'.e m;ght Ln-
one-cighth of an inch thick
place and b.-i.t or pressed tfl ffll
arched construction? taflt thfl lB""<
of thfl country get busy on this
tical propoa.t.on and give Bfl
for (J equal in tone to thoso now

costing higher priees, and we flrill BBflfl
more hiumc in America.


